called "Jewish self-hatred," and it is the permutations of how that condition is worked out in the novel that will be examined in this essay. vi It is hardly necessary in a collection of this kind to rehearse all manifestations of anti-Semitism in Britain, but a few are important for placing Zofloya into a fuller cultural context than it has previously received. In 1753, the Jewish Naturalization Bill was decisively rejected in Britain, and actually so unpopular that it was commonly referred to as the "Circumcision bill."
The anonymous pamphlet A Modest Apology for the Citizens and Merchants of London, Who
Petitioned the House of Commons Against Naturalizing the Jews (London, 1753), argued that "England was a Christian nation, 'founded upon the doctrine of Jesus Christ,' and could not admit these 'crucifiers' without becoming involved in their inherited guilt." vii Further, as Michael Ragussis has argued, "The Jewish Question" became inextricably interwoven with "the heart of English national identity." For Ragussis, the desire to convert Jews to Christianity was part of nineteenth-century Britain's national cause and identity. viii There were approximately 8,000 Jews in Britain in 1800, but debates about extending their civil rights were met with an overwhelmingly negative response. ix As James Shapiro has noted, "The English turned to Jewish questions in order to answer English ones." In addition to their association with the devil, Jews were also thought to be closely tied to the practice of economic blood sucking, as usury was known at this time. Money lending at an interest was a sin for which Catholics could be excommunicated, but Jews represented in their very being this connection between cash and blood, thought to be at the very root of Christ's betrayal (Judas's thirty pieces of silver). Later, Shakespeare's portrait of Shylock (seeking flesh in exchange for lost money) played on this stereotype. The Hebrew word for lending money at an interest was neshekh, also meaning "to bite," and, as Malchow has noted, "there was always a metaphoric vampirism in the traditional image of the Jew as usurer, as bloodsucker" (160). It was not a huge metaphoric leap for the culture to move from notions of Jews as vampiric and literal bloodsuckers to Jews as agents of the devil to Jews as devils.
In 1783, Parliament passed the Irish Naturalization Act, but Jews were specifically excluded from the rights of citizenship, and ironically, they were frequently aligned in the popular press with the Irish, who were themselves presented as simians, brutish simpletons, or a lower species of humanity. But the major difference was that Jews were most typically presented as smarter, much more cunning, Svengali-types of criminals. They were also believed to be the degenerate carriers of syphilis or other diseases (certainly this type reaches its apotheosis in Bram
Stoker's creation of the vampire Dracula, with his hook nose and high forehead). Ken Gelder has argued that Jews were frequently figured as "nomadic," and hence were difficult to monitor in their movements throughout Britain. For Gelder, the mobility of the foreign Jew actually produced two contradictory attitudes in British citizenry: Jews were seen on one hand as admirable since they accumulated capital, while on the other hand they became sources of national anxiety because "they drained capital by moving it elsewhere." xiv Jews were also traditionally associated with Cain (the "cursed" wanderer who had killed his brother), and hence were believed to be part of a criminal and conspiratorial group of Christian-killers. The word "cabal" entered the public discourse sometime during the later half of the seventeenth century. however, has provided a nuance to our understanding of the Jewish stereotype by observing:
"The Jews were never put on the same footing as the other heretics. They were the representatives of the Old Religion, against which Christianity had rebelled, and there was a feeling of bad conscience against them. The Jews were Father-figures, and rebellion against the father is never a straightforward expression of hatred" (239). The Jew as devilish father-figure would have been all too familiar to Dacre, whose father was increasingly the source of scandal and embarrassment to her as she attempted to establish herself as both a woman writer and as a respectable wife and mother.
Maccoby also emphasizes the other, Germanic versions of the Wandering Jew, the man who was a purely negative embodiment of defiance in the face of Jesus's sufferings and death. In In fact, as Gilman points out, there is also a "conservative curse" to the syndrome of self-hatred: "The more you are like me, the more I know the true value of my power, which you wish to share, [then] the more I am aware that you are but a shoddy counterfeit, an outsider." The dominant group wishes both to integrate the outsider and yet also to keep him or her at arm's length, and thus "preserve the reification of its power through the presence of the powerless.
Thus the liberal promise and the conservative curse exist on both sides of the abyss that divides the outsider from the world of privilege." This contradiction between the "liberal promise" of complete assimilation and the "conservative curse" of perpetual marginalization puts the outsider into what Gilman calls a "classic double bind situation." But outsiders have yet one more possible move: they can "select some fragment of that category in which they have been included and see in that the essence of Otherness, an essence that is separate from their own definition of themselves and [one that] embodies all of the qualities projected onto them by the power group."
It would appear that by selecting the most extreme embodiment of the Jew -as Satan, as the devil -Dacre was attempting to abject the ultimate category of otherness within herself. But But the action has barely begun. Because Victoria was willing to take a knife in the shoulder for him, she earns the undying love and trust of Berenza. He marries her and they spend the next five years in comparative harmony. But all that is shattered when Berenza's younger and more handsome brother, Henriquez, arrives for a visit. Victoria immediately suffers an intense and lustful infatuation for him, but he finds her repulsive. Indeed, on at least two occasions, he describes her as odious because she is "masculine" (190). Henriquez, instead, is enamored of his lovely little thirteen-year-old orphaned friend, Lilla, thrown into his protection by the deaths of both her parents. Lilla is as blonde as Victoria is dark. Lilla is as pre-pubescent, passive, good and obedient as Victoria is the opposite. Lilla, in other words, is the new bourgeois ideal of the "civilized" domestic idol, the professionally feminine girl-woman, and her murder by Victoria would have been understood by Dacre's contemporaries as mimicking the Jewish ritual murder of a young Christian for sacrificial demon-worship. Victoria embodies the earlier, uncivilized, aristocratic woman -vain, lustful, aggressive, actively and openly sexual, violent -but she also increasingly takes on Jewish characteristics that were associated with the devil.
Before we move to Lilla's murder scene, however, it is necessary to examine the other protagonist in the novel -Zofloya, or the Moor -the titular and presumably the most important character in the work. Zofloya is initially presented to us as Henriquez's black servant, acquired in Spain after Zofloya's master was killed in a battle. Matthew Lewis had portrayed a powerful and vengeful black servant named Hassan, in his gothic drama The Castle Spectre (1798), and he had chosen to use Hassan to embody the dualistic characteristics that blacks (and, we might add, Italian women in gothic novels) were thought to possess: a superficial eagerness to please, combined with a tendency, when injured, to plot a violent and extreme revenge. Lilla now makes her final appeal to Victoria. She asks to be killed the same way Henriquez was, by a stiletto through the heart, and to this Victoria agrees. The first plunge wounds "only her uplifted hand, and glanc[es] across her alabaster shoulder, the blood that issued thence, slightly tinged her flaxen tresses with a brilliant red" (220). As much is made of Lilla's shed blood as is made of her blonde tresses. The imagistic mingling here of the two is significant as a representation of soiled innocence. The horror of the scene has to be located in its unnaturalness, the violent murder of one woman by another. And again, we are reminded of a nightmare of Jews feeding voraciously on the flesh of young, idealized, innocent Christian flesh.
But by the conclusion of the novel, Victoria has no hope of escaping the consequences of her many crimes. Her husband's body, which Zofloya had hidden in an old casket in a deserted wing of the castle, has been discovered, as has Henriquez's. Victoria has no choice but to beg protection from Zofloya, who now makes her his mistress. Dacre Victoria asks Zofloya to save her, and this time, he announces that he can only do so if she will travel with him to his abode, hell. He strips away the appearance he has assumed on earth, and appears before her as he actually is: "a figure, fierce, gigantic, and hideous to behold! -Terror and despair seized the soul of Victoria; she shrieked, and would have fallen from the dizzying height, had not his hand, who appeared Zofloya no longer, seized her with a grasp of iron by the neck!" (254). Racism demanded a demonization of difference, and, as Malchow has suggested, the gothic offered "a language that could be appropriated, consciously or not, by racists in a powerful and obsessively reiterated evocation of terror, disgust, and alienation. But the gothic literary sensibility itself also evoked in the context of an expanding experience of cultural conflict, of the brutal progress of European nationalism and imperialism, and was in part a construct of that phenomenon" (3).
But anti-Semitism also demands a demonization of difference, and this we can see when Victoria is also the representation of every vice that bourgeois Britain found itself repulsed by in Jews. Victoria is the excessive aristocratic woman who has finally waged open war on bourgeois values and received her just punishment, but she also can be read as the devilish Jew, the poisoning, conspiring, murdering force who threatened Britain as it attempted to move toward a new national identity as bourgeois, anti-French, and Protestant.
NOTES
